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Paul Davies (1947-1993) and Clifford McLucas (1945-2002) were the most radical visual artists working in Wales in the last quarter of the twentieth century. The contributions of both men to Welsh visual culture went largely unrecognised in their own lifetimes, and both died young. Davies was not formally celebrated until a retrospective exhibition five years after his death, which had the effect of confirming a growing awareness of his importance, crystalised in the iconic image of his Welsh Not oppositional performance at the Wrexham Eisteddfod of 1975. Because it was often made through co-operations, in particular with the theatre company Brith Gof, no single piece of McLucas’ work provides a focus of that kind for his reputation. Though some of it is well remembered, his authorship is largely unrecognised outside his immediate professional circle. For instance, he was the creator of the Bible Banners, made for the performance which marked the quater-centenary of the translation of the Bible at Llanrhaeadr-ym-Mochnant in 1988, and subsequently widely exhibited elsewhere. Shortly afterwards, he was the scenographer for the evolving structure of Gododdin, the work which controversially marked a quantum leap in the scale of performance and the international reputation of Brith Gof. It was McLucas who made it look the way it looked. With the accession of his archive to the collection of the National Library, an opportunity arises to clarify his radical contribution to the politicised Welsh art of the last three decades of the twentieth century, and to establish his reputation alongside that of Davies.

Nevertheless, with that opportunity come particular difficulties. The accession of the work to the National Library presents archivists with the first practical case of a problem which may change profoundly the way in which the historical record of intellectual activity in a culture is retained to inform its evolution through the construction of tradition. Although it includes a large number of two dimensional works in a variety of media, important parts of the McLucas archive were digitally originated and are extant only in that form. 

McLucas was born to a Glaswegian father and a mother from Leeds, where he grew up in a working class environment. Family circumstances were difficult and marked him into his adult life. He studied architecture at Manchester, where he developed left-wing social and political views. He participated – ‘scared to death’ - in the Grosvenor Square demonstration in London in 1968. He became frustrated at the widening gap between the classical approach of his teachers and his social and political views, which he felt to be inseparable from the architectural concepts in which he was interested. Although he had been acknowledged as an outstanding student, he left his course before graduation to pursue a career working in whatever media seemed appropriate to him for the development of his understanding of the role of the artist in society. Nevertheless, his sense of architectural space continued to inform all that he subsequently produced. It was his first consideration when designing the context within which his work was made, and governed the aesthetic of the product which his audience experienced. Whether in graphics or performance, the two forms which dominated his subsequent work, the structure of the piece, in an architectural sense, remained fundamentally important to him. His graphics, in which text as both a visual and didactic element is often prominent, were two-dimensional only in their surfaces. In their material structure and in their social meaning they extended into the third dimension (‘layering’ was his favoured concept), and then into the fourth, since his work was always informed by a sense of the continuity of the issues of the past into the present. In performance, all dimensions were exploited – not only the horizontals of the conventional stage, but the vertical, which his awareness of the built environment enabled him to bring to it, and the temporal, through his engagement with the relationship between past and future. Furthermore, his sense of the importance of co-operation between individuals in the making of work, most obviously driven by his social and political views, was more subtly motivated by the importance for him of the physicality of human interaction – it’s occupation of psychological and material space. 

After a period in Scotland, McLucas and his partner, the architect Karen Chambers, moved to live at Tregroes in Ceredigion. If they were a part of hippy-dom, it was that part which had a coherent intellectual foundation for its intention to live a simple life in a rural environment. ‘For him, environment first and foremost meant people. Then it meant what the people did with the stuff around them. ’ Finding himself in a Welsh-speaking community he learnt the language and with it gained access to the culture it carried, both in an historical sense and in terms of its contemporary issues. The period was the early 1970s, and so McLucas was rapidly made aware that as an English in-come’ Finding himself in a Welsh-speaking community he learnt the language and with it gained access to the culture it carried, both in an historical sense and in terms of its contemporary issues. The period was the early 1970s, r he was deeply implicated in those issues. It became apparent to him that he could either be a part of the problem, or part of the solution. He aspired to the latter, and did not deviate from this position until the end of his life. Intellectual clarity, spilling over into inflexibility, was central to his character.   

McLucas met Mary Lloyd Jones, who lived and worked nearby, and established a relationship with her daughter, Gudrun, and they began to work together on performance pieces. However, his family life and, as a consequence, his material circumstances became difficult, and his first major public exhibition did not take place until 1981, at the Aberystwyth Arts Centre. It was essentially an installation on which he worked during the exhibition period, though it included some ready made elements. Among them, pornographic images, paradoxically manufactured using the discreet and refined technique of marquetry, caused official consternation, resulting in their seclusion behind velvet curtains and a health warning. However, the event marked the beginning of the decade of public activity which would conclude with Gododdin. Mike Pearson had arrived in Aberystwyth from Cardiff Laboratory Theatre and with Lis Hughes Jones had begun the process of creating Brith Gof at the redundant university building in the centre of town which became the Barn Centre. It would be the focus of activity for a range of independent artists, companies and social organisations, including Jeremy Turner’s Cwmni Cyfri Tri, the photographer Keith Morris, the television producer and director, Meleri Mair, and Peter Jones and Lynne Dickens’ Colourscape. Although the combination of residents at the Barn was formed in an entirely unplanned way, it must have seemed providential to McLucas, whose aspiration was to work in a creative space of this kind in which fluid relationships between artists, and between artists and social organisations, might be formed. He achieved a great deal, both in terms of the projects which he initiated, and in forming a national profile for the Barn Centre. However, the experience also proved difficult, because of divergent views within a community that had formed mainly because of the need for cheap working spaces. In many of his artistic relationships, McLucas was troubled by an inability to resolve the tension between his respect for the work of his fellow makers and the strength of his own vision. He was not always able to make the distinction between working with and working through his colleagues. McLucas was essentially a shy man, but his intellectual clarity and, indeed, his large physical presence, could suggest the opposite. 
His relationship with Mike Pearson of Brith Gof proved remarkably creative. McLucas began to work with the company in a technical role, designing and making the seating for Rhydcymerau, for instance, and advising on the technicalities of the sawing of the huge log, which was the central motif of that most intense performance. He had worked in forestry in Scotland. Gradually his involvement became more concerned with content, through his design of the Bible Banners and into the large-scale performances of the company – Gododdin and Pax - with which he was intimately involved. He was able to develop this work in television – Pen Bas, Pen Dwfn and a version of Pax, were both commissioned and broadcast by S4C, an accommodation of avant-garde graphic and performance material which seems inconceivable now. The universal issue permeating these productions was the representation of identities, mediated through his particular commitment to the evolution, and hence survival, of a rural, Welsh-speaking culture. The discussion was layered from the universal to the particular. McLucas was a maker – a craftsperson – but the making emerged from his theoretical position, which was established through familiarity with contemporary philosophical debates. In particular at this time he absorbed the work of post-modernist writers, including Foucault and Jameson: 
He was using those kind of theoretical [post modernist] concerns to inform the central concerns which were about Welsh politics of identity and representation. He never ditched those. He was simply saying, ‘OK, these things are so complicated. I need some theoretical back-up to push us all – me and my audience – further’ …

He was a humanist: he believed in human beings as a species, but with that species comes a terrible complexity, an awe-inspiring terror-striking complexity, and that’s where his heart was, that justice should be seen to be done to those complexities.  
When it worked, success owed much to the clear material beauty of the environments created for Brith Gof performances such as Tri Bywyd, in the hills above Llanfair Clydogau, and Hafod: a Life in Eight Great Suites, made with the dancer Margaret Ames at the National Eisteddfod at Bala in 1997. Both installations were built in woodland, woven closely around the trees, but involving no damage to them. In Once upon a time in the West, a performance created with Eddie Ladd, the layering of time – the performer’s immediate physical presence duplicated by her simultaneous presence as a digital image on huge screens – was among the most complicated he directed. However, the increasing complexity of the work presented McLucas and Brith Gof with the paradox of all artistic avant-gardes who pursue a proletarian political agenda – the potential estrangement of the broad audience from the work which is created on its behalf. A perception of audience estrangement may have been a factor in the controversial decision by the Arts Council in 1998  to cut funding to Brith Gof, which was a devastating blow to McLucas both artistically and materially. 

The need to work without the funding necessary for large-scale co-operations intensified the interest McLucas had already begun to develop in the use of digital media for the manipulation of graphics. His understanding of culture in terms of interactions between physical, psychological and temporal layers led him to the idea of ‘deep mapping’ as a way of presenting multi-dimensional complexities in graphic form. He was able to develop his The Three Landscapes Project, founded on this concept, with the aid of a fellowship at Stanford University. This might have been a seminal experience for him, since it took him not only out of Wales (though one of the landscapes involved was Hafod) but into an environment in which respect for his work was implicit, in stark contrast to the establishment rejection of it which he felt the Arts Council’s attitude to Brith Gof represented. However, although his own textual contribution to the outcome, and its overall design in book form, was at an advanced stage, the work remained unresolved at his death. On his return from Stanford McLucas became ill and physically disabled by a brain tumour. He died in the summer of 2002, shortly after his last exhibition, an intimately personal digital installation work, created according to his directions by Margaret Ames and Geraint Davies for the National Eisteddfod at St Davids.      .

It was the substantial quantity of such complex graphic work, produced in the last years of his life, that presented the National Library with its first instance of the looming world-wide problem for archivists of preserving digitally generated material. Initially, there was concern over the question of how to deal with material produced using both hardware and software that had already, in the few years since it was developed, become obsolete. Since McLucas had been early in the field, his archive proved a test case and, indeed, there may prove to be a loss of some material. However, the development of the concept of migratable formats, which have built into them the capacity to be transformed into the new formats which succeed them, is likely to mean that this problem is largely transitional. In future, the preservation of such material will become an organic process, involving periodic transformations of format. 
The abiding problem is how to deal with the quantum leap in the amount of material likely to be presented for archiving as a result of digital generation. The storage of the material is not the problem. Even the records of public bodies such as the National Assembly, streamed in a ‘seamless flow’ into storage as they are created, can be accommodated. The profound difficulty arises in turning such vast quantities of material into an archive in the full sense, that is to say, organising it into a form which can be accessed for use by the public. If this kind of streamed archive is to be the concern of the existing institutions the signs are already apparent that it will require a fundamental change of emphasis in their work, with implications for their ability to fulfil their traditional role. Preservation of the records of public institutions is now driven less by their potential historical significance than by immediate political requirements. Democratic systems of government require open access to information, and ways of archiving that make that public access practical. To a limited extent the National Library and local record offices have always had to meet a need for the recall of recently accessed information for political or legal use, but the core activity has been the long-term safeguarding of material for posterity. If the digital surge of material is to be archived in its totality, then there are large financial implications. If archiving is to be selective, then there arise philosophical issues pertaining to the basis on which selection is made – the process already described in the profession by the deceptively benign euphemism, ‘harvesting’ 
The preservation of the record of intellectual activity, including the arts, is also affected by this changed context of interaction between an open access legal framework and the practical problems of archiving an exponentially increasing amount of raw material. For instance, public access to the records of the BBC and the Arts Council, both held at the National Library, has always been restricted. A reader required the written permission of the donor to study even innocuous items. Such embargoes are now illegal, subject to the sometimes conflicting constraints of data protection law. The case of the controversial termination by the Arts Council of public funding to Brith Gof, which had such profound implications for the work of McLucas, illustrates the importance of this change. The campaign against the cut was seriously hampered by the policy of secrecy pursued by the Arts Council, which refused to discuss the issue openly, giving rise to widespread suspicion that personal malice was a factor.
 Today, there would be no grounds for the Arts Council to refuse access to the minutes of meetings where the issue was discussed, not only presenting the possibility that the decision might have been more effectively challenged than it was, but that the decision to cut might never have been taken in the first place. On the other hand, the changed context increases the likelihood that many more sensitive discussions will go un-minuted than was the case in the past. ‘Freedom of information’ may have the contrary effect of preventing the creation of a public historical record.        
The effects of digital generation on private archives of intellectual activity, such as that of McLucas, is less clear. The early panic among historians, alarmed that the apparently ephemeral nature of e-mail as compared to hard-copy letter communication would mean the end of the personal historical record, has subsided. It is now clear that little has changed. Decisions made by authors, for instance, as to whether to preserve a correspondence on CD are no different in principle to decisions previously made about whether to keep boxes full of letters. Indeed, much more correspondence is likely to survive, since in the past, the spatial demands of keeping large numbers of letters, drafts of literary and musical works, drawings and notes for paintings, sculpture or performance, were often self-limiting. A lifetime’s work can now be kept on memory sticks. Although there may be some issues with versions of texts and images, because of the fluidity of the flow of one into another when working digitally, essentially the decision to fix the process at various stages by personal archiving is little different to decisions taken by artists in the past about whether or not to retain hard copy drafts. As in the public records sphere, the problem is not one of storage but of subsequent accessibility. In the past, little proffered material was refused, but this has already ceased to be the case. Both local and national institutions are becoming selective now that their capacity to deal with the material is inadequate, and the catalogueing backlog increases relentlessly. Even material that does enter an archive is presently catalogued in far less detail than has traditionally been the case, with the consequence for historians that more potentially relevant information remains hidden than was the case twenty or thirty years ago.  

The problem of preservation of historic buildings provides a useful parallel. The state cares for a core of acknowledged historic monuments but, equally, it was long ago recognised that the public purse was inadequate to take responsibility for all that deserved preservation. In Britain, the National Trust was created to extend provision. However, the Trust does not accept a building without an endowment to enable them to make it accessible to the public and, as a consequence, much continues to be lost. It may be that this pattern will apply to archives of intellectual activity in the future. The decision as to whether or not to accept a private archive or, indeed, a group of public records, could well be influenced by the availability of an endowment or earmarked public funding (as distinct from the general revenue funding of an institution) which enables the staff to be employed to make the archive accessible. This tendency is already apparent in terms of requests to donors to assist the hard-pressed receiving institutions in practical ways with the organisation of material. Financially driven selectivity might have the effect of renewing the tendency to privilege the records of the rich and powerful over those of the poor, which historians in the second half of the twentieth century worked hard to overcome. 

The McLucas archive raises a question which, at present, is being addressed largely inside the archival profession, and in response to the year on year pressure to meet budgetary constraints. However, its seriousness requires that it should be addressed at the level of principle by us all. Can it remain a cultural assumption that the available record of the intellectual activity of the past is conserved fully and at public expense, or do we stumble, under the pressure of the digital surge of information, into a situation where a combination of institutional selectivity (for which satisfactory parameters can never be devised), new legal frameworks, and private financial resources distort historical records?
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